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ITHACA COLLEGE CHORAL UNION 
and SYMPHONY ORCHESTRA 
Lawrence Doebler, conductor 
Randie Blooding, bass 
Patrice Pastore, soprano 
Symphony Orchestra, Grant Cooper, conductor 
Womens Chorale and Chorus, Janet Galvan, conductor 
Ein deutches Requiem1 op. 45 
1. Ziemlich langsam und mit Ausdruck 
Choir. Selig sind, die da Leid tragen 
2. Langsam, marschmaBig- Allegro non troppo 
Choir. Denn alles Fleisch es ist wie Gras 
3. Andante moderato 
Bass solo and Choir. Herr lehre doch mich 
4. MaBig bewegt 
Johannes Brahms 
(1833-1897) 
Choir. Wie lieblich sind deine Wohnungen, Herr Zebaoth 
5. Langsam 
Soprano solo. Ihr habt nun Traurigkeit 
Choir. lch will euch trosten 
6. Andante - Vivace - Allegro 
Choir. Denn wir haben hie keine bleibende Statt 
Bass solo. Siehe, ich sage euch ein Geheimnis 
7. Feierlich 
Choir. Selig sind die Toten, die in dem Herren sterben 
Ford Hall 
Friday, April 20, 2001 
Saturday, April 21, 2001 
8:15p.m. 
PROGRAM NOTES 
The word "requiem" traditionally refers to the Roman Catholic Mass 
for the Dead, the opening introit of which begins with the Latin 
phrase "Requiem aeternam dona eis domine" ("Grant them eternal rest, 
0 Lord"), the first word of the service lending itself as a title to the 
· hole. Many composers, of course, had written settings of the Requiem, 
but these were liturgical works, settings of the Latin text of the 
Catholic service, intended for actual use in a service as a prayer for the 
soul of the deceased. Brahms, however, conceived the extraordinary 
idea of creating his own text, carefully selecting Biblical passages that 
would not correspond to the funeral liturgy of any church, but would 
nonetheless represent a deeply felt response to the central problem of 
human existence. And to distinguish his work from the Catholic Mass 
for the Dead, he called it Ein deutsches Requiem ("A German 
Requiem"). 
It is not clear where Brahms got the idea for an original, non-liturgical 
choral piece of this sort. His close friend and mentor Robert Schumann 
left a sketch book in which he outlined works that he intended some 
day to compose; one of these contained the title ·"Ein deutsches 
Requiem," and Brahms may well have encotmtered it when helping 
Clara Schumann after her husband's death in July 1856 (though years 
' ter he could not recall ever having seen it). Still, Schumann's death 
ad a powerful impact oo the ymmger man, and he began working oo a 
composition to relieve the melancholy that loomed over him at the loss 
of his friend. 
Already about 1854, long before Brahms had any thought of writing a 
large choral piece, he had worked oo music that he intended to make 
into a symphony in D minor; eventually it became his First Piano 
Concerto. One theme originally intended for the aborted symphony and 
finally rejected, ultimately resurfaced as the beginning of the second 
movement of the German Requiem, a movement composed between 1857 
and 1859. It became part of a larger plan in the fall of 1861, when 
Brahms included it as part of a planned cantata in four movements for 
which he worked out the text. But there it remained, without further 
progress, for four years. Then oo 2 February 1865, Brahms received in 
Vienna an urgent telegram from his brother Fritz in Hamburg: "If you 
vant to see our mother once again, come immediately." He went north 
mmediately, but his mother had suffered a stroke, and by the time 
Johannes arrived, she was no more. This event haunted and depressed 
him. Typically he turned to creative work to exorcise the thought of 
death. Within two months he had completed the first, second and 
fourth movements of the Requiem. Then Brahms's heavy concert touring 
schedule - alone and with the violinist Joachim - intervened. It took 
until August 1866 to complete the remainder of the work, with the 
exception of the fifth movement. 
By September Brahms had played the score for Clara Schumann w 
was and remained his lifelong confidante and sounding-board. S 
wrote in her diary, "Johannes has been playing me some magnificent 
movements out of a Requiem of his own and a string quartet in C minor. 
The Requiem delighted me even more, however. It is full of tender and 
again daring thoughts. I cannot feel clear as to how it will sotmd, but in 
myself it sounds glorious . 
The Requeim was originally intended to consist of six movements. The 
first three were performed in Vienna, with Johannes Herbeck 
conducting, on 1 December 1867, in a concert devoted to the memory of 
Schubert. The results were equivocal. Some of the audience heartily 
approved, but most of the Viennese found it too austere for their taste -
especially the third movement, which was actually booed (though the 
fault was partly the timpanist, who played so loudly in the extended 
fugue that he drowned everyone else out). Theodor Billroth, the 
medical man and chamber player who was rapidly becoming one of 
Brahms's closest friends, noted that the austerity of Brahms's mus· 
his avoidance of sensuous audience-pleasing tricks, seemed to ha 
almost an ethical point. "His Requiem is so nobly spiritual and so 
Protestant-Bachish that it was difficult to make it go down here. The 
hissing and clapping became really violent; it was partly conflict. In 
the end the applause conquered." 
The entire six-movement work received its first performance tmder the 
composer's baton in Bremen Cathedral on Good Friday, 10 April 1868. 
Here Brahms achieved the first great triumph of his life - and for that 
reason no doubt the sweetest. But the score was still not finished. Soon 
after the premiere, he added the fifth movement, with soprano solo, 
which, as its text indicates, is clearly a tribute to his mother's memory. 
The Requiem thus stood finished as we know it today; that version was 
first heard in Leipzig on 18 February 1869, when Carl Reinecke 
conducted. In this final form the piece quickly attained the rank, of 
classic; it was heard in Germany twenty times within the first year. 
Brahms himself brilliantly assembled the text of his German Requiem 
from Luther's translation of the Bible - from the Old and New 
Testaments and the Apocrypha. He may have worked partly from 
memory, since he sometimes departed from details of Luther's words 
(the text printed here is the one that Brahms set). He was apparently 
determined to create a universal text, one that would not follow any 
particular liturgy, and he avoided even any reference to the words 
"Jesus" or "Christ" (though some English translations of the work undo 
him in that point). The composer's intention is indicated by a letter he 
wrote to the director of music at the Bremen Cathedral, where the 
work had its premiere, in which he explained that "German" referred 
~ only to the language in which the work was sung; he would have 
gladly called it "A Human Requiem." Brahms is concerned to capture a 
universal human experience rather than a narrow doctrinal one and to 
address the living, the bereaved, rather than the dead. The music 
achieves a symphonic breadth and strength that marks an important 
turning point in his work, while at the same time underlining the 
expressive significance of his text. At every point we encounter the 
classically minded composer, whose power comes not from theatrical 
display but rather from carefully balanced control of harmony and 
rhythm, melody, and tone color. 
Brahms lends a somber color to the first movement by omitting the 
violins, piccolo, clarinets, one of his two pair of horns, trumpets, tuba, 
and timpani entirely and by subdividing the violas and cellos. The first 
three notes of the chorus introduce a tiny musical cell that will recur in 
many guises to bind the work together, heard first in the choral 
sopranos at their opening "Selig Sind" ("Blessed are they ... "), it 
J consists simply of the small leap of a third followed by another step in 
the same direction. A contrasting phrase ("mit Triinen") contains the 
same cell in reverse; as the tears tum to joy, the harp, an instrument 
rarely found in Brahms, surges forth with a splash of bright sound. 
..J 
The second movement begins with a slow march-like passage in a triple 
meter-a striking cross between funeral march and dance of death. Now 
the violins enter for the first time in the piece, and in a high register, 
as if to emphasize the fact of their appearance - but with mutes on, 
which reduces the bright overtones. They, too, play the basic cell (in 
descending form), while the timpani quietly sotmd ominous in triplets. 
The choms sings in tmison first softly, then in full voice as the march 
theme is repeated. This is the music that Brahms had composed and 
then removed from his abortive early D minor Symphony. The 
consoling call for patience is brightened by the woodwinds, especially 
at the vivid depiction of "the early rain" in the flute and harp. The 
somber funeral march recurs and rises to a climax. This time it turns into 
a wonderfully energetic chorus on "the ransomed of the Lord"; for all its 
power, it ends with a magical tranquility. 
The baritone solo begins the third movement with a darkly urgent 
recitative in dialogue with the chorus. The fears and doubts grow until 
the chorus asserts "My hope is in thee" in a passage that begins quietly, 
low in the basses and quickly grows in power as the other voices chime 
in and rise to a radiant climax closing in the powerful double fugue one 
fugal subject in the voices, another in the orchestra - over a D pedal 
point (it was here that the timpanist overdid his exertions in the 
Vienna premiere of the movement and drowned out everything with his 
sustained roll). 
The fourth movement is harmonically and expressively in a new world . 
It is a gentle mid-point to the entire work, filled with a sublime 
tranquility, an easy calm. Not surprisingly it is far and away the best-
known passage from the score. 
It is followed by the afterthought that finally and truly completed the 
work. It is a sign of the composer's sense of form that even after hearing 
a successful performance he recognized the necessity of adding still one 
more movement - and this music in particular. Like the third 
movement, the fifth features a soloist, but the contrast could hardly be 
more striking. The baritone had sung of grief, of doubt, even of despair. 
Here we are in an extraordinarily bright key and the soprano sings from 
beginning to end of maternal consolation, echoed by the murmuring of 
the chorus and colored by the gentle sighs of the upper strings 
alternating with the woodwinds. 
The opening of the sixth movement reverts somewhat to tRe 
uncertainties of the third - at least in the weird harmonic progression 
that accompany the baritone's description of the "mystery" to come -
the harmonies themselves range mysteriously from C minor to F-sharp 
minor, at the opposite end of the tonal spectrum, and back. This 
approach completely avoids any element that might be overtly 
theatrical. Brahms's assertion of life's victory over death and the 
sarcastic taunting cry, "O death, where is thy sting" are enormously 
forceful, but the strength comes from such classical elements as the 
sturdy harmonic progressions, not from operatic fanfares on extra 
trumpets such as those found in the Requiem settings of Berlioz or 
Verdi. In any case, Brahms's treatment of the "last trump" is 
inevitably colored by the fact that Luther's German version calls for a 
last "Posaune," or trombone, and it is the three trombones and tuba that 
first announce the great moment. The excitement is extended into a 
powerful and spacious fugue in C major. The first three notes of 
fugue subject are yet another version of the basic thematic cell of t e 
German Requiem, and indeed, the figure appears throughout the 
subject. Brahms employs this tiny cell to accomplish the two fortissimo 
climaxes in the fugue: beginning low in the cellos, basses, trombones, and 
tuba, a rising figure consisting entirely of repetitions of the basic three-
note cell marches purposefully through the orchestral texture until 
picked up by the voices ("zu nehmen Preis") and carried by the higher 
instruments to the most powerful and sustained chord in the entire 
movement. A stretto leads to a final, forceful statement - but merely 
forte, not fortiss imo. Brahms, the master of classical principles. Knows 
. a climax and a conclusion are two different things. 
J 
fhe final movement is overtly like the first: it returns to the home key, 
starts with the basic thematic cell (in double bass and cello), and begins 
with the same word, "Selig" ("Blessed"). But now the work of 
consolation has been accomplished. The blessing is no longer for the 
living seeking comfort but rather for the dead who have gone to their 
rest. The somber orchestral colors of the opening are entirely lacking as 
Brahms reinstates the clarinets, the second pair of horns, and the 
violins. The final section of the movement is a magical and subtle 
reworking of material from the opening movement. To the melody 
originally used for "Blessed are they that mourn," the chorus sings, in a 
remote key, 'Blessed are the dead." In a handful of phrases the music 
works around to the home key of F major and the sopranos soar to a 
brilliant high A (as at the end of the first movement). Here the harp 
enter for the first time since the middle of the second movement, 
beginning low under the sopranos highest note (on "Herrn" - "Lord") and 
rising to an ethereal conclusion over the final chord murmurs of "selig" 
f blessed"). 
The German Requiem is Brahms's largest work in any medium. Here, for 
the first time he not only established himself as a mature composer in 
the eyes of his contemporaries but also wrote one of those special choral 
works that singers return to with as much delight as audiences, a unique 
masterpiece of technique and effect expressing the universal longings of 
mankind. 
-5 teven Ledbetter 
Acknowledgements: 
To Janet Galvan for preparation of the Women's Chorale and Chorus and 
enunciation instruction. 
To Grant Cooper for preparation of the Orchestra. 
To rehearsal accompanists: Andrew Benware, Alison Blanchard, Hollis Bowen, 
Jermaine Hill, Erin McCully, Jill Trask, Kerry Watkins, Kristen Weiskotten and 
· Kristin Zaryski. 
',.,,/ 
To Dennis Cotterill and Roy Pealo for their leadership in constructing the stage. 
To Dan Meeker and Steve Utterest for lighting assistance. 
Text and Translations 
1. Chorus 
Matthew 5:4; Psalm 126:5-6 
Selig sind, die da Leid tragen, 
denn sie sollen getrostet werden. 
Die mit Tranen saen, 
werden mit Freuden ernten. 
sie gehen ihn und weinen, 
und tragen edlen Samen, 
und kommen mit Freuden 
und bringen ihre Garben. 
2. Chorus. 
Blessed are those who mourn, 
for they shall be comforted. 
Those who sow with tears 
will reap with joy. 
They go forth and weep, 
bearing precious seeds, 
and return rejoicing, 
bringing their sheaves. 
I Peter 1:24; James 5:7, 8a; I Peter 1:25; Isaiah 35:10 
Denn alles Fleisch es ist wie Gras 
und alle Herrlichkeit des Menschen 
wie des Grases Blumen. 
Das Gras ist verdorret 
und die Blume abgefallen. 
eid nun geduldig, lieben Bruder 
Juf die Zukunft des Herrn. 
C~a.ho a.~n A,...lrPrm~nn \ll~rtPt 
For all flesh is like the grass, 
and all the magnificence of m011als 
is like the flowers of the grass. 
The grass has withered, 
and the flower has fallen away. 
So now be patient, dear friends, 
~ until the life hereafter. 
Behold. a husbandman waits 
una~ist geduldig darUber, bis er empfahe " 
den Morgenregen und Abendregen. 
Aber des Herm Wo11 bleibet in Ewigkeit. 
L 
and is patient until he receives 
the early and the later rain. 
But the word of the Lord endures 
forever. 
Die Er!Oseten des Herm werden weider kommen, 
und gen Zion kommen mit Jauchzen; 
The redeemed of the Lord will return 
and come to Zion with shouts of joy; 
eternal joy will be upon their heads; 
joy and delight will overcome them 
And sorrow and sighing will 
ewige Freude wird Uber ihrem Haupte sein; 
Freude und Wonne werden sie ergreifen 
und Schmerz und Seufzen wird weg mUssen. 
3. Baritone Solo and Chorus 
Psalm 39:4-7; Wisdom of Solomon 3:1 
Herr, lehre doch mich, 
daB ein Ende mit mir haben muB, 
und mein Leben ein Ziel hat, 
und ich davon muB. 
Siehe, meine Tage sind 
einer Handbreit vor dir, 
und mein Leben ist wie nichts vor dir. 
Ach, wie gar nichts sind alle Menschen, 
have to depart. 
Lord, teach me 
that I must have an end, 
and that my life had an end, 
And that I must pass away. 
Behold, my days here 
are but a handbreadth for you, 
and my life is nothing before you. 
Ah, how insignificant all mortals are, 
. die doch so sicher leben. 
Sie gehen daher wie ein Schemen, 
und machen ihnen viel vergebliche Unruhe; 
sie sammeln und wissen nicht 
wer es kriegen wird. 
Nun Herr, wes soll ich mich trosten? 
Ich hoffe auf dich. 
Der Gerechten Seelen sind in Gottes hand, 
und keine Qual rtihret sie an. 
4. Chorus 
Psalm 84: 1, 2, 4 
Wie lieblich sind deine Wohnungen, 
Herr Zebaoth ! 
Meine Seele verlanget und sehnet sich 
nach den Vorhofen des Herm; 
mein Leib und Seele freuen sich 
em lebendigen Gott. 
'l~T~\..J ...!~-~- ...i;~ ;_ ...!~:-~~ IJn .. n~ ,.,~\..-~-
And yet they live so confidently. 
They go about like a phantom, 
and create so much vain disquiet; 
they gather things, and know not 
who will receive them. 
Now, Lord, in whom shall 
I find consolation? 
I trust in you. 
The souls of the righteous are 
In God's hands, 
and no torment touches them. 
How lovely are your dwellings, 
0 Lord of hosts! 
My soul yearns and longs 
for the courts of the Lord; 
my body and soul rejoice 
in the living God. 
Dlo r- r"" o.rl n ..... o th""''° 11 1h" rf11 10TJ ~'t"\ ,,.,,....., , .,... hn1ll"O 
'J<'i 
5. Soprano Solo and Chorus 
John 16:22; Isaiah 66: 13; Ecclesiastes 51 :35 
Ihr habt nun Trau1igkeit; 
aber ich will euch wieder sehen 
und euer Herz soil sich freuen 
und eure Freude soil niemand von euch nehmen. 
Sehet mich an: 
Ich habe eine kleine Zeit Mlihe und Arbeit 
gehabt, 
und habe groBen Trost funden. 
Ich will euch trosten, 
wie einen seine Mutter trostet. 
6. Chorus and Baritone Solo 
You now have sorrow; 
but I want to see you again 
and your heart shall rejoice 
and no one shall take your joy 
from you. 
Look upon me: 
I have toiled and labored a brief time 
and now I have found great comfort. 
I want to comfort you, 
as one is comforted by his mother. 
Hebrews 13:14; I Corinthians 15;51, 52, 54, 55; Revelation 4:11 
Denn Wir haben hie kleine bleibende Statt, 
sondern die zuklinftige suchen wir. 
For here we have no permanent place 
but we seek the one to come. 
• Siehe, ich sage euch ein Geheimnis: 
wir werden nicht alle entschlafen, 
wir werden aber alle verwandelt werden; 
und dasselbige plOtzlich in einem Augenblick 
zu der Zeit der letzten Posaune. 
Denn es wird die Posaune schallen 
und die Toten werden auferstehen unverweslich, 
Und wir werden verwandelt werden. 
Dann wird erftillet werden 
das Wort, das geschrieben steht: 
Der Tod ist verschlungen in den Sieg. 
Tod, wo ist dien Stachel? 
Holle, wo ist dein Sieg? 
Herr, du bist wtirdig zu nehmen 
Preis und Ehre und Kraft, 
denn du hast alle Dinge geschaff en, 
Und durch deinen Willen haben sie 
Das Wesen und sind geschaffen. 
horus 
R avPl::ition 14· n 
Behold, I tell you a mystery: 
we will not all die, 
but we will all be transformed, 
and transformed suddenly, 
in an instant, at the time 
of the last trombone. 
For the trombone will sound. 
and the dead will rise up 
incorruptible, 
and will be transformed. 
Then will be fulfilled 
the word that is written: 
Death is swallowed up in victory. 
Death, where is your sting? 
Hell, where is your victory? 
Lord, you are worthy to receive 
praise and honor and might, 
for you have created all things 
and by your will they have 
their being and are created. 
~ smd die Toten, 
die in dem Herren sterben 
von nun an. 
Ja, der Geist spricht, 
daB sie ruhen von ihrer Arbeit, 
denn ihre Werke folgen ihnen nach. 
w ' 
Blessed are the dead 
who die in the Lord 
from now on. 
Yea, the Spirit says 
that they may rest from their labor, 
For their works follow after them. 
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String personnel are listed alphabetically 
in their sections to emphasize the individual 
contribution made by each player. 
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